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“ST. JEROME AND THE LION” 
BY TILMANN RIEMENSCHNEIDER 


URING the last years of the fifteenth and the first quarter 

of the sixteenth century, before the penetration and ac- 
ceptance of the Renaissance from beyond the Alps and before 
the spiritual overturn of the Reformation, a group of artists 
carried German plastic art to one of its highest points in a last 
affirmation of Gothic ideas. There was in their work a basic 
romanticism, an exuberance of movement, manneristic in its 
elements, which seems almost to prefigure the Baroque: a man- 
neristic eloquence which seems to be present often as the dying 
expression of a great ideal. 

In Nuremberg the powerful and masculine art of Adam Kraft 
contrasted with the more vigorous, even effervescent, art of Veit 
Stoss. In Bavaria the drama and passion of Hans Leinberger 
woodcarvings found wide appreciation. In Wurzburg Tilmann 
Riemenschneider’s religious fervor achieved a more sentimental 
and piastic world of radiant harmony. 

The Cleveland Museum of Art already possesses fine ex- 
amples of the work of Veit Stoss and Hans Leinberger. It is 
now fortunate to be able to add a masterwork by Tilmann 
Riemenschneider to the J. H. Wade Collection: an alabaster of 
St. Jerome and the Lion.’ 

Tilmann Riemenschneider was a native of Osterode in the 
South Harz, in Saxony. His birth date is not recorded, yet it 
must have been between 1460-63, as he was in Wiirzburg in 
1480 and a member of the guild of St. Luke there in 1483. He 
was a man of distinction in his community, occupying at various 
times the highest municipal positions. He was a member of the 
town council and mayor of Wiirzburg from 1520-21. In 1525 
during a peasant uprising, he was thrown into prison but was 


1 No. 46.82. Height 14%”; width 11%”; depth 64”. Ex Colls.: Private Collection, Dieburg; 
Lelong, Paris (Sale Cat., Georges Petit Gal., 1902, No. 147); Aynard, Lyons (Sale Cat., Georges 
Petit Gal., 1913, No. 278); Harry Fuld, Frankfurt am Main. Illus. on cover and on pp. 182 & 183. 
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finally acquitted. From that period on he is reputed to have 
lived in solitude until his death in Wiirzburg on July 8, 1531. 

The name Riemenschneider means Wirzburg, as far as sculp- 
ture is concerned. He was not one of several outstanding artists 
as he would have been in Nuremberg. His personality was the 
dominant one in his city, and for forty years his school domi- 
nated Franconia and even drew its commissions from Rothen- 
burg, Bamberg, and other centers which normally looked to 
Nuremberg. The Museum already possesses an excellent piece 
of the Riemenschneider school, in wood and expressive of his 
influence, given by John D. Rockefeller, Jr.? 

Riemenschneider is one of the artists who was equally at 
home in wood or in stone. The majority of his altarpieces are 
in wood, usually unpainted linden wood or some other woods 
of fine grain, but he did figures in stone as well, like the Adam 
and Eve for the Marienkapelle in Wurzburg; tombs in marble 
like the von Scherenberg and von Bibra in the Cathedral at 
Wiirzburg; and a group of smaller sculptures in marble and 
alabaster, of which the new Cleveland accession is one. 

His earlier recorded works are the Minnerstadt altarpiece of 
1491-92, the von Scherenberg tomb of 1496-99, the Rothenburg 
St. Jacob’s altarpiece of 1501-05, the Creglingen altar of around 
1506, the tomb of Kaiser Heinrich and Kunigunde at Bamberg 
of 1499-1513. He delighted in complicated folds and contours 
which contrast with restrained facial expressions. As his work 
matures there is a greater emphasis on the spiritual. The faces 
becoming introspective, wrapt in a kind of mystical absorption, 
gain steadily in dignity. The realistic elements disappear. The 
bodily features become more and more abstracted. 

If the new Museum acquisition is compared with the Evan- 
gelists with their symbols, now in the Deutsches Museum in 
Berlin,’ originally from the Miinnerstadt altar, it is evident 
that there is in the Cleveland piece a developed organization of 
design which the Evangelists lack. There is a greater monu- 
mentality, a simplicity of outline, an elimination of detail in 
the area below the face which enhances its expression. The 
Virgin in alabaster in the Louvre,* from an Annunciation group, 
2 No. 38.165. Bust of a Bishop. Height 23”. 

8 Justus Bier, Tilmann Riemenschneider: Die Frithen Werke (1925), Figs. 26-32. 


4 Muste Nationale du Louvre: Catalogue des sculptures du Moyen Age, etc. (1922), Pt. 1, No. 555, 
Pl. XXII. 
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relates to the Evangelists more than to the Cleveland St. Jerome, 
but the tomb figures of Kaiser Heinrich and Kunigunde, which 
date around 1506, connect, in turn, more closely with the new 
Cleveland accession. When the Cleveland piece is studied, it is 
obvious that in its intellectual penetration, its soul, it belongs 
to the mature work of around 1510. It possesses the same kind 
of poignancy of impact which the fine wooden St. Burchard in 
the Kress Collection in the National Gallery in Washington 
has,* but it is a much more completely evolved sculptural entity. 

The beauty of the alabaster, the translucence and precious- 
ness of its substance, adds materially to the effect of the new 
accession. Traces of polychromy remain on the base in the 
representation of the ground, but those remains may be from 
Baroque times. Riemenschneider has sculptured the piece in the 
round, and every detail of it is carried through with the pre- 
cision and elegance which the material calls for. 

St. Jerome sits with his knees turned away from the lion and 
with his: body turned slightly towards it. This is an interesting 
convention which has been studied by Grete Ring.° The lion 
patiently allows St. Jerome to extract the thorn from his foot. 
He has none of the heraldic insolence of the lions on the tomb 
of von Scherenberg, but he is obviously the same lion in a more 
tractable and responsive mood. 

The piece is well known in literature,’ has formed part of 
well known collections, and has been in various exhibitions.® 
It now comes to form an integral part of the distinguished 
group of German sculpture which is a feature of the Cleveland 
Museum. WILLIAM M. MILLIKEN 


5 Alfred M. Frankfurter, Supplement to the Kress Collection in the National Gallery (1946), 
10, 11. 

6 “St. Jerome Extracting the Thorn from the Lion’s Foot,” The Art Bulletin, Vol. XXVII 
(Sept., 1945), p. 188 (Museum piece illus. Fig. 5). 


1 Hessen-Kunst (1909), p. 29; Kunstblatt (1918), p. 85; Georg Swarzenski, “Deutsche Alabaster- 
plastik des 15. Jahrhunderts,” Stdde/-Fahrbuch, Vol. I (1921), pp. 169, 189 and Fig. 20; Otto 
Schmitt and Georg Swarzenski, Meisterwerke der Bildhauerkunst in Frankfurter Privathesitz 
(1921), Vol. I, No. 143; Thieme-Becker, Kiinstler Lexikon (1934), Vol. XXVIII, p. 334; Otto 
Schmitt, Reallexikon zur deutschen Kunstgeschichte (1937), Vol. 1, pp. 310, 322 and Fig. 18; 
V. C. Habicht, Niedersachsisches Fahrbuch fir Landesgeschichte, Vol. XIV (1937), p- 7, Pl. I, 
Fig. 3. 

8 “Ausstellung fiir christliche Kunst,” Mainz, 1892; “Riemenschneider Gedachtnis-Ausstellung 
1931 des Museums fiir Kunst und Landesgeschichte im Provinzial-Museum, Hannover” (Cat., 
second printing, p. 16, No. 10a). See Justus Bier, “Riemenschneider-Ausstellung im Gediacht- 
nisjahr 1931,” Pantheon, Vol. VIII (1931), p. 451. 
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“ROMAN CAMPAGNA NEAR TIVOLI” BY 
CLAUDE GELLEE DE LORRAIN 


As early as the beginning of the seventeenth century, Italy had 
acquired a reputation as the home of the traditional classic 
style of painting, and in consequence lured within its borders 
from the north and west many painters, not the least among 
whom was Claude Lorrain (1600-1682). Claude was born in 
1600 in the village of Chamagne in the Vosges in the duchy of 
Lorraine. He lived, however, most of his life in Rome, going 
there in 1619 and returning but briefly to France. In Rome he 
studied first with Agostino Tassi, who was a pupil of Paul Bril. 
Claude had many patrons among the rich and learned, who 
made constant pilgrimages to the Eternal City, and he enjoyed 
a continuous popularity throughout his life. Ruskin said of him 
that he “set the sun in heaven” and “painted the effects of 
misty shadows cast by the sun’s rays over the landscape, and 
other delicate aérial transitions, as no one had ever done before, 
and in some respects as no one has done in oils since.” 

It was Claude, more than any other painter, who recreated 
the traditional classical style in terms of landscape and prompted 
the concept of landscape painting in its own right. Inspired by 
the Roman Campagna, he either portrayed actual scenes or 
made imaginary views as settings for the inevitable subject 
matter which the times and taste required. Prior to this period, 
there were innumerable and magnificent examples of landscape 
surroundings in the classic Renaissance pictures, from the early 
fifteenth century through the time of the great Venetian 
painters, and both Diirer and Altdorfer and others in Germany, 
as well as the Van Eycks in Flanders, had comprehended the 
use of landscape for background, and had thus furnished Claude 
with his precedent. But the landscapes in Claude’s pictures were 
painted for the sake of landscape alone and with such lyric rich- 
ness that they became the main theme. 

Recently, “Roman Campagna near Tivoli”? by Claude has 
been acquired for the Museum collection as a purchase from the 
Mr. and Mrs. William H. Marlatt Fund. A relatively early 


1 Quoted in 4 Descriptive and Historical Catalogue of the Pictures in the Gallery of Alleyn’s College 
of God’s Gift at Dulwich (1926), pp. 29-30. 

2No. 46.73. Height 40”; width 54”. Illustrated on inside front cover. Reproduced in 4 Loan 
Exhibition of French Painting of the Time of Louis XIIIth and Louis XIVth (New York: 
Wildenstein, 1946), No. 10. 
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canvas, it is signed and dated: cLaupio F. I.v.R. 1636, and until 
recent years was owned by the Earls of Effingham in England, 
in whose possession it had been, in all probability, at least since 
the eighteenth century. As the illustration shows, a wide sweep 
of landscape in the Sabine Mountains is represented, with a 
darkly wooded hill surmounted by a temple suggestive of Tivoli. 
Along the summit is a fringe of pinkish, feathery trees; a cas- 
cade falls, and at the base of the hill to the left a rushing brook 
appears, across which several figures are making their way. The 
stream disappears in the foreground, to be seen again in the 
middle distance meandering into the misty panorama of the 
Campagna. The picture has an asymmetrically balanced com- 
position, not usual in Claude’s work; the left is dark, and the 
foreground sweeps in a curve to the right that leads away into 
an increasingly luminous distance. The calm grandeur of this 
Italian scenery is filled with the poetic and sylvan mood of that 
ancient classic land. 

According to Walter Friedlaender, “The painting has stylisti- 
cally a close relation to the landscape with dancing peasants in 
the collection of the Duke of Westminster (see illustration in 
my book on Claude Lorrain, page 88). We find there the same 
kind of diagonal structure, the same miniature-like vegetation 
in the foreground and the same style of the small figures. These 
figures are, as usual, not by the hand of Claude, but by Jean 
Miel, who painted the figures in some early paintings of Claude.” 
The early date of 1636 on the Museum painting accounts for 
the fact that the picture did not appear in the Liber Veritatis, 
the sketch book which Claude made to record his pictures. 

The picture supplements an early Poussin® in the Museum 
collection and has also for companions in the Museum an out- 
standing drawing* of a river landscape by Claude and a further 
canvas in the Holden Collection,® for years accepted as a very 
early example of Claude’s work, a fine picture which may con- 
ceivably be by him. It appears, however, more likely that it is 
by a close companion and pupil of Claude’s, Herman Van 


3 No. 26.26. Gift of J. H. Wade. The Bulletin of The Cleveland Museum of Art, April, 1926 (repr. 
inside cover). Probably painted in Rome and dating around 1630-35. 

4 No. 28.15. Gift of Mr. and Mrs. Edward B. Greene. The Bulletin of The Cleveland Museum of 
Art, June, 1928, p. 127 (repr. inside cover). 

5 No. 16.823. Catalogue of the Collection of Paintings Presented to The Cleveland Museum of Art 
by Mrs. Liberty E. Holden (1917), No. 45. The painting has been variously attributed to Tassi, 
Asselin, and Miel. Illustrated on inside back cover of this Bulletin. 
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Swanevelt (c.1600-1655), a Hollander who went to Italy early 
in his career and worked among the Roman ruins at Tivoli and 
Tusculum. Attracted by similar haunts and tastes, he was very 
sympathetic to the nature of Claude’s art and emulated his 
style. His landscapes, however, have a distinctive manner of 
their own which is particularly evidenced by the treatment of 
the foliage and by the colors, which, though similar to those of 
Claude, have in general a more golden tonality. In the Gallery 
in Glasgow® there exists a painting attributed to Swanevelt, 
which is similar to this one in the Holden Collection. It varies 
from the Holden picture only in the position of the figures and 
in details of trees, as the accompanying illustrations reveal. 

The new Claude and the Holden canvas, along with the Claude 
drawing, together furnish a basis for a study of the beginnings of 
landscape style in the seventeenth century. HENRY S. FRANCIS 


PORTRAIT OF A NOBLEMAN 

Although it was the custom of Mughal portraitists in India to 
place a figure against a plain background, deviations from this 
practice were not infrequent. Towards the end of the reign of 
the Emperor Jahangir certain painters introduced figures into 
the border, and this procedure was continued under Shah Jahan. 
In fact, “An appreciable number of these works of art with 
borders of a corresponding character, and bearing considerable 
similarity in general appearance, design, and treatment, seems 
to have formed part of a large and ambitious volume of mini- 
atures prepared under the latter emperor’s orders.” 

Such a picture is illustrated herewith.” The central portrait 
is of ‘Ala al-Mulk Tiini, a Persian, who was retained successively 
by the brother-in-law of Jahangir, Shah Jahan, and Aurangzib. 
In 1649 he was given the title of Fazil Khan and finally became 
prime minister. Since he was nearly seventy when he died in 
1663, it can be presumed that the portrait was made around 
1650, possibly at the time of his titular elevation.* 

Like most Mughal portraits this one is somewhat stiff and 
6 Catalogue of Pictures (Glasgow Art Gallery and Museum, Kelvingrove, 1908), No. 968. Illus- 

trated on inside back cover of this Bulletin. 
1 Percy Brown, Indian Painting under the Mughals, p. 91. 
2 No. 45.168. Height 1415@”; width 94”. Purchase from the J. H. Wade Fund. 


3 See L. Binyon and T. W. Arnold, Court Painters of the Grand Moguls, for another portrait and 
more details of his life. 
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conventional from the modern Western point of view, but care- 
ful examination discloses unusual sensitivity in the drawing and 
a decided feeling for character in the face. It is among the finest 
portraits of the type. The personages around the border, all of 
whom were connected with ‘Ala al-Mulk Tiini in different 
capacities, appear to have been painted by at least one other 
painter, as their portrayals are not of the same calibre as is that 
of the main figure. To appreciate the colors one must see the 
picture, as there are too many to be designated in an article. 

HOWARD HOLLIS 


THE MUSEUM’S COLLECTION OF ENGRAVINGS 
BY MARTIN SCHONGAUER 


Apart from a few paintings which remain, Martin Schongauer’s 
engravings, one hundred and fifteen in number, of which the 
Museum owns thirty, many signed with the monogram, consti- 
tute the basis for a study of his personality as an artist. Late 
Gothic in style, beautiful, simple, and direct, they not only 
represent the height of fifteenth-century German art, but were 
much admired in their own time and in the following decades 
in Germany as well as in Italy and Spain. Easily transported, 
they exerted a widespread influence and received an attention 
equal only to that accorded to Direr’s work in subsequent 
generations. According to Ivins they are the final, distinctive 
vestige of that Burgundian elegance and refinement which ante- 
dated the Italian influence from the south, an influence which 
eventually, after 1500, was to alter northern art. 

There is little data on Schongauer’s uneventful life in Colmar. 
His father Caspar, a goldsmith of good standing in his guild 
at Augsburg, moved to Colmar, and was recorded there as a 
citizen in 1445. Three of Schongauer’s brothers were, like their 
father, of the same trade, and Martin, judging by his ornament 
engravings and the details in his prints, was familiar with the 
craft. He was early apprenticed to a painter, probably Caspar 
Isenmann, of Colmar. He journeyed to the Netherlands," if a 
drawing after the figure of Christ in Roger Van der Weyden’s 
Beaune altarpiece can serve as an indication. Since Roger died 
in 1464, however, and Schongauer did not matriculate to the 
University of Leipzig until 1465, it is doubtful if he actually 
1. Rosenberg, Martin Schongauer. Handzeichnungen (Minchen: Piper, 1923), Pl. XXII. 
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encountered the Tournai painter. On this trip down the Rhine, 
it is generally accepted that he met and studied with the 
Master E.S. at Cologne. Certainly he was familiar with E.S.’s 
engravings. 

In Colmar Schongauer established an important school of 
engraving, which was sufficiently renowned to attract as pupils 
the painter-engraver Hans Burgkmair’ and, later, Diirer. Be- 
sides Martin’s own engravings, there exist some hundred other 
variously signed prints, close to his style, which come from the 
hands of pupils and followers of his workshop. His work was 
pirated and copied, notably by engravers such as Israhel 
Van Meckenem. Around 1489 Martin was commissioned to do 
an altarpiece in Breisach and it was here that he died in 1491. 

It is only possible to establish any chronology for Schon- 
gauer’s engravings by making inferences based on stylistic com- 
parisons, and hence the results furnish many conclusions upon 
which scholars disagree. The valid reason for attempting any 
such chronology is to form a concept not only of Schongauer 
as a creative artist but also of the period in which he worked, 
since it was so widely influenced by his engravings. 

The earliest of Schongauer’s work represented in the Museum 
collection is the “The Man of Sorrows” (t. 34).? The facial ex- 
pression of all three figures, the angels, and the use of the ledge, 
all bear witness to Schongauer’s debt to Van der Weyden. Like 
the many which were to follow, this print traveled far, the face 
of the Christ appearing in almost identical form in the veronica‘ 
of the great Spanish primitive, Master Bermejo. 

Early, also, is the “St. Anthony Tormented by the Devils” 
(t. 54).° The subject was popular in the Germany of the time, 
especially in Thuringia, and was rendered pictorially on many 
occasions with an admixture of Gothic demonology and local 
Teutonic fantasy. This print unquestionably influenced Griine- 
wald in his overwhelming treatment of the same theme and 
provided Diirer with various suggestions for his woodcuts and 
engravings. It was copied numerous times by local contemporary 


2 Hans Burgkmair made a portrait of Schongauer, see André Girodie, Les Maitres de l'art: 
Martin Schongauer et l'art du Haut-Rhin au XVe siecle, p. 156 and Pl. I. 

8 The Museum owns the following Schongauers: Lehrs, Geschichte und kritischer Katalog des 
deutschen, niederlandischen, und franzosischen Kupferstichs im XV Fahrhundert, Vol. V, Nos. 
5, 6, 7, 9, 10, 14, 16, 19, 20, 21, 22, 23, 25, 26, 27, 28, 34, 39, 54, 56, 59, 62, 76, 79, 80, 81, 82, 
845 93 94 

4 Chandler Rathfon Post, 4 History of Spanish Painting (1934), Vol. V, p. 185. 
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engravers, including the Master F.V.B. 146.40, 
and his plagiarizing follower, Van Meckenem. An impression 
found its way to Italy and according to Vasari® it was copied 
by the youthful Michelangelo while he was a student in the 
palace of Lorenzo de’ Medici. 

There are different opinions as to whether the four following 
prints form a group of the Life of the Virgin:’ “The Nativity” 
(L.5), and ‘“‘Adoration of the Magi” (1.6), “The Flight into 
Egypt” (1.7), and “The Death of the Virgin” (1.16). All these 
prints measure approximately the same and show similar, 
characteristic motifs, which are Flemish in origin. Though of 
Schongauer’s youthful period, these prints are a high point in 
his work. “The Nativity” (1.5) and its companion piece, 
“Adoration of the Magi” (1.6), have a harmony of composition 
which is close to his one definitely authenticated altarpiece, the 
“Madonna in the Rose Arbor’”’ in Colmar, and they are close to 
the latter’s date of 1473. “The Nativity” was understandably 
appealing to such Italian artists as Nicoletto da Modena,® 
(Hind 20),° who borrowed the theme twice for his engravings. 
The third subject, “The Flight into Egypt” (t.7),° inspired 
Diirer’s print of the same theme in his Life of the Virgin series 
(B.89).° The last of the four, “The Death of the Virgin” (1.16), 
was done somewhat later, around 1487. This latter print is a 
reflection of the subject as treated by Hugo Van der Goes; yet 
it is essentially Schongauer’s own inspiration, and details such 
as the candlestick in the foreground show his propensities as a 
goldsmith. 

The largest, and in some ways the greatest, of Schongauer’s 
plates is the “Christ Carrying His Cross” (L.9),° which proves 
his genius for intricate composition. Panofsky refers to it as a 
composition of “sustained grandeur.” The unmatched im- 
pression in the Museum, once in a ducal collection, was never 
seen by Lehrs and so is not mentioned in his definitive catalogue. 
The Museum accession shows the full plate lines which Lehrs”® 


5 In the collection of The Cleveland Museum of Art. 


6 Giorgio Vasari, Lives, eds. E. H. and E. W. Blashfield and A. A. Hopkins (New York: Charles 
Scribner’s Sons, 1913), Vol. IV, p. 42. 


7 André Girodie, op. cit., p. 201 and Pl. XVI. 

8 Copied by Van Meckenem and many times by Spanish artists. 

9 No. 41.389. Height 1154”; width 17%”. The Dudley P. Allen Collection. Illustrated on p. 184. 
10 Lehrs, op. cit., p. 71. 
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said he had never succeeded in finding in any impression he 
had seen. 

The Passion series, numbering the traditional twelve episodes, 
ranks as the pivotal point in Schongauer’s career. With this 
series he reaches his mature style and there are evident the sim- 
plicity and objectivity which were to mark his later plates. 
Except in the “Christ on the Cross” (1.27),° the Flemish in- 
fluence has largely disappeared from this set. The groups of 
figures in each print are well integrated and there is a unity in 
the composition superior to that in any of his earlier plates. 
The subject of the “Christ on the Cross” (L. 27)" 3 is derived from 
Schongauer’s earlier versions, notably 1.14,° which is larger and 
more monumental in treatment than the Passion “Christ on the 
Cross”’ (L.27).* In the latter there are no angels with grails, and 
the St. John to the right is nearly the same in posture and type 
as the St. John of Lehrs 14,° except that he is minus the 30 
To the left, in 1.27,° in place of the Virgin found in L. “a,” 
group of the Mary’s appears. Of the nine subjects from the ak 
in the Museum collection,® the “Christ Crowned with Thorns” 
(L.23),° as fine an impression as can be found, is, among others, 
from the Firmin-Didot and Davidson collections. 

Among the later prints, after 14845 is the series of ten, the 
Wise and Foolish Virgins (t. 76- 85),° small and brilliant engrav- 
ings. Also among his later prints, from another series, is the 
“St. Christopher” (1. 56),° of which the Museum owns a re- 
markably fine i impression. Of this later period the Museum also 
owns two rare items, “The Griffin” (u.93)° and “An Elephant 
with Howdah” (1.94). These animals, the first of which is in 
the nature of a Gothic fantasy, were probably designed to be 
used in heraldic devices. 

The large plate of ‘‘St. James and the Saracens” (t.v.376),° 
which approximates in size to the “Christ Carrying His Cross” 
(i.g), has often been included among lists of Schongauer’s work. 
Lehrs, however, does not believe it to be by him but rather by 
a hand close to his. “The Judgment of Solomon” (L.v1. 71. 1),° 
another large print close to the hand of Schongauer, is by the 
anonymous follower who signs his engravings with the mono- 
gram B.M. The fact that these two large prints reflect the style 
and character of Schongauer’s work bears witness to the power- 
ful influence he exerted upon the artists around him; and 
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although fine in themselves these prints reveal how much 
greater was the capacity of the master hand, of Schongauer 


himself. 

Sunday i. 
Wednesday 4. 
Friday 6. 
Saturday 7. 
Sunday 8. 
Friday 13. 
Saturday 14. 
Sunday 


HENRY S. FRANCIS 


CALENDAR FOR DECEMBER, 1946 


2.00 p. m. Radio-Phonograph Program (until 5 p. m.). 

3.00 p.m. Gallery Talk: General Tour of the Museum. 
Marguerite Munger. 

3.00 p.m. Film: Maria Chapdelaine, with Jean Gabin. 
(In French with English subtitles.) 

5.15 p.m. McMyler Organ Recital. Walter Blodgett. 


8.15 p.m. Curator’s Organ Recital. Walter Blodgett. 


8.00 p. m. Lecture with Color Films: French Canadian Arts 
and Crafts. Marius Barbeau, National Museum of 
Canada, Ottawa. 


2.00 p.m. Young People. Art Recognition Quiz on Our 
Famous Treasures. 


2.00 p.m, Radio-Phonograph Program. Helen Leino. 

3.00 p.m. Gallery Talk: The Arts of French Canada. 
Dorothy VanLoozen. 

3-45 p.m. Lecture: The Original City Plan and the Early 
Architecture of Cleveland. Edmund H. Chapman, 
Associate Professor of Art, Western Reserve Uni- 
versity. 

g.15 p.m. McMyler Organ Recital. Walter Blodgett. 


8.00 p. m. Lecture with Color Films: Walking with Death. 
Max Gene Nohl, Deep Sea Diver and Explorer. 


2.00 p.m. Young People. Play: Christmas Carol by Charles 
Dickens. Children of Goodrich Social Settlement, 
directed by Joan Rorimer. 


2.00 p. m. Radio-Phonograph Program (until 5.00 p. m.). 

3.00 p. m. Gallery Talk: General Tour of the Museum. 
Dana E. Church. : 

3.00 p.m. Lecture with Color Films: Gold from the Sea. 
Max Gene Nohl, Deep Sea Diver and Explorer. 

5.15 p.m. McMyler Organ Recital. Walter Blodgett. 
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Sunday 22. 3.45p.m. Christmas Play: The Cathedral Window. Inter- 
mediate School Students, Laurel School. 
5-15 p.m. Community Carols. Epworth-Euclid Church Choir, 
Elwin Haskin, Director; Wa-Li-Ro Boy Choir 
Association, Paul Allen Beymer, Director. (Spon- 
sored by the Junior Council of the Museum and 
The Cleveland News.) 


Sunday 29. 2.00p.m. Radio-Phonograph Program. Helen Leino. 
5-15 p.m. McMyler Organ Recital. Robert Evans. 


EXHIBITIONS 

GalleryI . . . . . .Exhibition of the Month: Design in Sculpture 
(opens December 3). 

GalleryIX. . . . . TheArtsofFrench Canada (through December 15). 

Gallery X . . . . . .The Temptation of St. Anthony, circulated by 
The American Federation of Arts (opens Decem- 
ber 20), 


Gallery XI. . . . . Latin American Drawings, circulated by the Pan 
American Union (opens December 17). 


Gallery XVI . . . . Christmas Prints (opens December 3). 


Educational Corridor . . Fine Arts under Fire, circulated by Life Magazine 
(through December 29). 


Museum Galleries Closed on Mondays. 
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ITALIAN LANDSCAPE 
Herman Van Swanevelt, Dutch, c.1600-1655 
Courtesy of the Glasgow Art Gallery and Museum, Kelvingrove 


LANDSCAPE 
Herman Van Swanevelt, Dutch, c.1600-1655 
Gift of Mrs. L. E. Holden, 1914 
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OFFICERS, TRUSTEES, AND COMMITTEES 


OFFICERS 
President WILLIAM GWINN MATHER 
Vice Presidents LEONARD COLTON HANNA, JR. 
EDWARD BELDEN GREENE 
LEwIs BLAIR WILLIAMS 


Treasurer JoHN HUNTINGTON HoRD 
Asst. Treasurer WALTER A. CROLEY 
Secretary WILLIAM MATHEWSON MILLIKEN 


BOARD OF TRUSTEES 
Mrs. BENJAMIN P. BOLE Joun H. Horp 
HAROLD T. CLARK Mrs. ALBERT S. INGALLS 
RALPH M. CoE G. MATHER 
EpDWARD B. GREENE LAURENCE H. NorTON 
LEonarRD C. HANNA, JR. G. GARRETSON WADE 
Lewis B. WILLIAMS 


EXECUTIVE COMMITTEE 
The President and First Vice-President, ex-oficiis 


HarRo.p T. CLARK EDWARD B. GREENE 
Joun H. Horp 


FINANCE COMMITTEE 
Lewis B. WILLIAMS, Chairman 
WILLIAM G. MATHER, €x-officio 
HAROLD T. CLARK LEONARD C. HANNA, Jr. 
EpwarbD B. GREENE Joun H. Horp 


ACCESSIONS COMMITTEE 


The President and the Director, ex-officiis 
RALPH M. CoE LEONARD C. HANNA, JR. 
EDWARD B. Lewis B. WILLIAMS 


ADVISORY COUNCIL 
The President of Western Reserve University 
WINFRED LEUTNER 
The President of Case School of Applied Science 
WILLIAM E, WICKENDEN 


Mrs. S. PRENTISS BALDWIN GUERDON S. HOLDEN 
E. S. BuRKE, JR. Mrs. T. P. HOWELL 
STEVENSON BURKE HELEN HUMPHREYS 
Mrs. H. W. CANNON Davin S. INGALLS 
Henry CLaRK Mrs. H. H. JOHNSON 
Jacos D. Cox, Jr. H. KENDALL KELLEY 
Mrs. HowarD P. EELLS RALPH T. KING 
Brooks EMENY Woops KING 
A. C. Ernst E.roy J. KuLas 
PAut L. Feiss HERBERT F. LEISY 
WALTER L. FLorY A. M. Luntz 
Mrs.JAMES A.FoRD Mrs.MALCOLM L.MCBRIDE 
FINLEY M. K. FostER SEVERANCE A. MILLIKIN 
CHARLES B. GLEASON Mrs. R. HENRY NORWEB 
Mrs.THoMAS S.GRASSELLI MRS.MATTHIAS PLUM 
Mrs. E. B. GREENE Mrs. HERMAN L. VAIL 
GEORGE GUND WORCESTER R. WARNER 
SALMON P. HALLE ROBERT A. WEAVER 


Mrs. E. S. HARKNESS MRS. WINDSOR T. WHITE 
S. D. WISE 


GROVER HIGGINS 


THE STAFF OF THE MUSEUM 


ADMINISTRATIVE 


Director WILLIAM MATHEWSON MILLIKEN 
Secretary to the Director LouisE G. SCHROEDER 


Editorial Assistant Sitvia A. WUNDERLICH 
Comptroller WALTER A. CROLEY 

Cashier CATHERINE A. FARAGHER 
Registrar LILLIAN M. KERN 
Recorder Minnie H. BREDBECK 


I. T. Frary 
EpitH BurrRous’ 
Marie KiIrRKwoop 


Membership Secretary Emeritus 
In Charge of Membership 
In Charge of Publicity 
Assistant in Publicity ELIZABETH COLE 
In Charge of Printing Shop Marie E. Lutz 
In Charge of Photograph Shop RICHARD GODFREY 
Superintendent of Buildings Jonn W. McCasBe 
Assistant Superintendent JosepH J. KRAYNAK 


LIBRARY 
Librarian Ne tt G. SILL 
Assistant Librarian ELLA TALLMAN 
Reference Assistant ELTA ALBAUGH 
Cataloguer CHARLOTTR VAN DER VEER 


In Charge,Photographs HASSELTINE BOURLAND 


ADMISSION 


Open free at all times. 
Hours from 9 a. m. to 5 p. m. except as follows: 
Closed Mondays. 
Open Wednesdays 9 a. m. to 10 p. m. 
Open Sundays 1 p. m. to 6 p. m. 
Open Friday evenings 7 p. m. to 10 p. m. 
during lecture season. 
Closed July 4, Thanksgiving, and 
December 25. 


LIBRARY 


The art library is free to the public at all times. 
Books and current magazines for reference and 
photographs for loan are located on the ground 
floor. Lantern slides for loan are on the mezzanine 
floor. Open daily from 9 a. m. to 5 p. m. except 
Sunday and Monday. From October through May 
the reading room is open Sunday, 3 p. m. to 6 
p. m. and Wednesday, 9 a. m. to 7 p. m. 


LUNCHEON AND TEA 


Luncheon is served from 12 m. to 2 p. m. 
Afternoon tea is served from 3 p. m. to 4:30 p.m. 


CURATORIAL AND EDUCATIONAL 
Curator of Decorative Arts WILLIAM M.MILLIKEN 
Asst.Curator of Decorative Arts HELEN S.FooTtE 
Asst. Cur. of Classical Art SILVIA WUNDERLICH 
Curator of Textiles GERTRUDE UNDERHILL 
Curator of Far Eastern Art Howarp HOLttis 
Curator of Near Eastern Art Howarp HOLLIs 
Curator of Paintings HENRY SAYLES FRANCIS 
Asst.Curator of Paintings Louise BURCHFIELD 
Curator of Prints HENRY SAYLES FRANCIS 
Associate Curator of Prints LEONA E. PRASSE 
Curator of Musical Arts WALTER BLODGETT 
Curator of Education THomas Munro 
Assoc. Curator Emeritus Louise M. 
Administrative Supervisor MARGARET BROWN 
Supervisor of Children’s —— 
ROTHY VANLOOZEN 
In Charge of Circulating £ Exhibits 
RuTH F. RUGGLES 
Supervisors: GEORGE D.CULLER, LAURA C.LEE, 
MARGARET FAIRBANKS MARCUS, MARGUERITE 
MUNGER 


GALLERY ADVICE 
Members of the staff are prepared to assist 
visitors, but appointments should be arranged in 
advance. 
SALES DESK 


Catalogues, photographs, post cards, Bulletins, 
etc., are for sale at the desk in the Armor Court. 
Orders by mail are invited. 


MEMBERSHIP 
Foundation Benefactors contribute $500,000 
Benefactor Fellows contribute 250,000 
Endowment Benefactors contribute 100,000 
Benefactors contribute 25,000 
Endowment Fellows contribute 10,000 
Fellows in Perpetuity contribute 5,000 
Fellows for Life contribute 1,000 

Living or Memorial Endowments 
contribute any sum above 500 
Life Members contribute 100 


Fellows contribute annually 100 
Sustainin ng Members contribute annually 25 
Annual Members contribute annually 10 


Full particulars may be had upon request. 


‘AN ENDOWMENT TO THE MUSEUM, BY GIFT OR BEQUEST, BECOMES A PERMANENT MEMORIAL; 
SUCH GIFTS ARE DEDUCTIBLE FROM FEDERAL INCOME TAXES 
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